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ORISSI MUSIC 


( Analysed ) 


FE do not intend to attempt a long discussion 
here regarding the source, usage and character etc. 
of Indian music and it does not appear tome necessary 
either, specially in view of the limitations of time 
and space. It is however universally admitted that 
since the creation of universe, there has been two 
branches of music, namely:—“‘The Margi and “‘The 
Deshi”. Gradually “The Margi” came to be confined to 
versification and “‘Deshi’ took the place of “ Margi” This 
almost dates back to the sixth century B. C. “Matanga”, 
the renowned saint, mentions about this in the following 
lines in his work ‘‘Brubadeshi” :- 


“Deshe Deshe Jananan Jadruchya hrudayaranjakam 
Ganancha Badanan nrutyan ta Deshityabhidhiyate.’. 
‘I'here is also a reference to this in “Manorame®”, 
in the following lines :- 
“ Jagajjana man )bair Deshi Sangzita muchyate”, 
The “De-hi Rag” refered to in the works, is what 
we recognise as the classical music, 
In the opinion of Kallinath, music means “* Deshi 
music”, for he says :- 
“(tanan tu Deshityabamantbyam’ 
The au Deshityabamantbyam” 
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The author of thetswork *‘Natya-Manorama” also 
states that the *‘Deshi’ Rag was of different kinds and 
they were in use in different places of India. In the 
4th Canto of the 2nd part of the work, it is written :- 


“Raganan Sthana Ninnpayah— 

Anga Banga Kalinga Telanga, Chotkala Odra 

Nigharbhadisu raga prachbarantiti.” 

From this it is evident that the ‘Deshi music” 
was prevalent in a typical or special manner in 
Kallinga, Utkal or Odra, aud according to the theories 
of classical music, this type comes nuder the “Deshi 
music”’-the basic music of India. 

To quote again Sloka 505 of ‘‘Narayan” ‘- 

“Anga Aanga 

“Anga Banga Kalinga Desha Bhasahi hetabah 

Jeshu Jeshncha Deshesn Ja Bhasaschaiba Ballobhah. 


Thus this Bock also bears evidence to the fact 
that diferent places adopted their music in their own 
way and this occurred owing to the verying nature of 
taste and difference in language. This is very obvious- 
and common. Language is necessary for expression 
of thought, but the common use of Language and 
mode of expression is bound to differ according as 
one part of the Land differs from another. (The Nagesh 
Bhattakata, vyakaran Manjusha may please be re- 
ferred to). Music gives expression to thought, But the 
intonation or language of Music, can not be imposed. 
The manner or the way for example in which an Oriya 
would like to speak or sing to give vent to his feelings 
of pleasure or pain, would .not probably be the same as 
that chosen by a Hindi, Bengali, Telugu’or Gujurati 
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and this happens owing to the difference in intonat ion 
of the one from the other, The variations in music is 
quite natural as the mileu of a Commuenty speaking & 
particular language is different from that of another. 
This is marked from very old times and this process 
continues even to-day. There is nothing very much new 
in it. But from this, it will not be, wise to conclude 
that the language or the mode of expression of a par- 
ticular land is not systematic. Tune is an inevitable aid 
to the mode of expression. Tune is the life of music. 
There are many instances of proof from where it can 
be seen that particular tunes have been composed to 
give expression to different thoughts and Rasa. The 
composition of music is really a wonderful art. It is 
constituted by the strange association of many different 
and definite tunes. 


The Classifications, and divisions of ‘Raga?’ have 
been made accyrding to the difference in idea, Rasa 
and Character of poetry. The ‘Ragas’ so Formed 
according to Particular manner ovr way are known as 
Classical music and this is what is established as our 
‘Deshi music.’ It is now clear trom the above 
discussions. that ‘Swara and laya’, (Tune and tal) 
and necessary for the expression of thonght in music. 
‘Raga? is formed with the help of ‘Swara’ (tune) and 
it can not be disputed that the use of “Swaras” may 
differ accyridling to the difference in environments 
and climatic conditions, An! ugain the different 
types of music which are prevalent tor the pleasure 
and pastime of its people in diffeeent parts also 
belong to the basic “Deshi music” Tt is really the Tune 
of the soil-‘‘Deshi Sangit”” by name. 
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The bent of mind also differs according to taste 
in different parts of India, The great Saint Bharat, 
aptly refers to “Chatustaya prabatyyah” in his Natya 
Sastra:- 


“Chaturbidha prabruttischa prokta Natya 
prayogatah Abanti Dakbinatyacha panchali Chandra 
Magadhi”. 


- The name ‘Orissa’ is derived from ‘Odra’ and 
the music which is prevalent in the land is known as 
‘Odis-i’ music’. Our music is odissi as wwe are also 
Odissi or typical of Orissa in regard to our food, dress 
menners or customs. We do not beong to the Dhakhina- 
tya (Southern) category. According t) ‘Bharata’, the 
land extending from the Vindyas right up ty the 
Indian ocean is known as the Dhakinatya or South 
India. we have thus our originality in our taste and 
aptitude. There was of course one basic music at the 
beginning, as has been already said above. From 1637 
A. D. (which is approximately the uate of publication 
of ‘Chaturdandi’ by “Venkata Mukhi”) we find two 
branches of music namely the North Indian or the 
Hindusthani and the South Indian or the karnatak. The 
karnatak music was confined to South India. As the 
Oriyas, are by nature silent and mot prone to giving 
publicity, they could nt propagete their Odissi music 
althongh long betore it had come into use. when in 
North and South India, music drew the attention and 
admiration of hundreds and thousands and one reasons 
were looking upon music with an indifferent attitude. 
As a result, far from expecting the development of our 
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art we appeared to lose its very existence. Gradually 
there developed in us a tendency to lose sight of the 
originality of our music and we became reconciled to 
the throwing of our music into the dark recesses of 
Oblivion. 


With the advent of the British rule in Orissa, 
there occurred many changes in the external and 
internal administration of our land. Orissa came to be 
tagged to the neighbouring areas for a pretty long time. 
This indircetly brought a change in art and culture of 
Orissa and that for the worse. May be, under compul- 
sion, or out of fear or out of love or syampathy for the 
neighbouring states. ov may be, out of their usual imita 
tionhabits the Oriyas, followed the manners and customs 
of the evighbouring States. Even the ceremonial rites 
and functions of their neighbours were imitated by the 
Oriys. Their language and manner of talk also influe- 
nced the Oriyas and it also continies even to some 
extent till to-day. As the people living near the liver 
bed dofnot like to go up the high lanils, chere are some 
even today who do not like to accept the typical odissi 
style. Even if we do not have anything as ours to-day 
as they say, thoy are not prepared to take tbe slightest 
trouble to find if we had anything assours, at any time 
in the past. We have many proofs to believe this. The 
truth or otherwise of the fact which has been stated 
above can be easily realised on a little thought by 
any conscientious person. 


Many of ns are also not very keen on discovering 
or propagating- the originality of the Odissi music as 
they have already acquired proficiency and reputation 
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in other branches of music, and they also do not like to 
exert them-selves in this branch now. 


A trend or practice adopted by the people of a 
particular or portions of a land can not be described as 
the main trend or practice of the whole of the land. 
The one accepted by the majority of the people can 
only be claimed as the practice of the country as a 
whole. Some now recognise OQOdissi as a ‘branch of 
Hindnsthani and some others as that of Karnatik. This 
js not true and is rather baseless. on the other hand, 
while considering the age of ‘“‘Odissi music” 1 am afraid 
it might not be unlikely to think that both Hindusthani 
and Karnatik were the off-shoots of the odissi style. 


It will be my endeavour now to discuss and 
substantiate this. Let us first of all take Karnatak music. 
ln Karnatak we have got 72 ‘melas’ or systems. All the 
72 are of-course not in use. According to the calculations 
of “Sruti” in view of the genera] understanding, 
acceptance and usages, only 7 ‘Sudha’ and 5 ‘Vikruta’: 
Swaras are in use. T'here are in use four more Swaras 
in Karnatak. But in use, we deal with ( 7 + 5) = 12 
Swaras. Hirdustani, accepts the use of 12 Swaras. In 
Orissa also, we find 12 Swaras in actual practice We 
do not fivd it necessary to create unnecessary troubles 
and burden for our students of music by iutroducipg 
16 swaras. 


From among the bcoks composed by our poets and 
musicians which have been available to me for carrying 
out these discussions and analysis, “Sangita, Sarani ’, 
appears to ine 85 the oldest. The poet has introduced 
himself in the following lines: — 
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“Sandilya Bansabatansaita Sakala Shastra 
Kushala Sanjzita Sahitya Vidyannaba Kannadhara 
Kavi Ratna Purusottama Mishra Syatmajena Kavi 
Ratna Narayana Misrena Virachitayan Sangita 
Saranvu”. 


The author of the said work belongs to 
Orissa and was most probably living in “Parlakhi- 
medi” in the District of Ganjam. He received the- 
then ruler’s admiration there. We find many 
descriptions relating to “Tal”, “Nrutya”’ and 
“Geeta” {Tal, dance and music) in his said work. 
‘The nuthor has adduced many proofs relating to 
the use of Orissan music in the book. 


SANGEETA NARAYAN :—Five copies of 
this work have been collected from different parts 
of Orissa. The-then ruler of Parlakhimedi is the 
compiler of this established work. We find valuable 
discussions relating to “Swara”’, “Tal”, “Badya” 
and “Nrutya”, in this book, The Gajapati of Parla 
the compiler of the work has mentioned in the 
book that Purusottoma Kavi-Ratna the father of 
Kavi-Ratna Narayan Misra the author of “Sangita 
Sarani” was his “Guru” (mister). From this, it is 
known that the father of the author of “Singita 
Sarani’”’ was also a musician and Sanskrit scholar. 
The songs which are given in both the books by 
way of illustration, are from the reputed ancient 
works of our literature. 


NATYA MANORAMA :— This is written by 
Pandit Raghunath Rath under the patronage of 
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Nilakantha, the ruler of Kerala, 1t was completed’ 
on Friday-the Sukla Panchami in the month of 
“Aswin” in eleventh ‘Anka’ of the rule of Gajapati 
Divyasinha Dev. The author of the work has 
admitted that he owes much to “‘Sangitannaba 
Chandrika?’ for the writing of the book. The 
songs used for illustration are from the works of 
reputed ancient poets of our literature. T wo copies 
of “Avinaya Chandrika” are available which also 
bear testimony to our arguments. The author of 
the work ‘Sarani?’ owes much to “Bharat Natyam”, 
Sangita Sara, Geeta Prakash, Sangita Damodar, 
Sangita Ratnamala, Srutbodh, Chhandamanjari, 
Sangita Kammodi, Narada Samhita, Panchama Sara 
Samhita, Raga Bibeka, Sangita Siromani, Sahitya 
DParpana, Kohiliya Adi Grantha, Kavya Prakash, 
Ramabhyudaya, Ushavilas, Bala Ramayan, Sankar 
Vibaha. 


SANGITA NARAYAN:— The author has ack- 
nowledged {his indebtedness to his own “Guru” 
(master) and to many other great ancient works. At 
places, he has quoted “Ray Rarnanda” according 
to necessity. We find many references relating to 
Orissan music at many places in this work. 


NATYA MANORAMA :—This work owes to 
a great extent to the following works of repute;— 


Geeta Govinda, Geeta Prakash, Sangita 
Chudamani, Sangita Kaumudi, Chhanda Ratnakar, 
Sangitannaber Chandrika, Prakriya Kaumudi, 
Sahitya Darran and Hari Nayak. 
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ABHINAYA CHANDRIKA :—The name of 
the author of the work and the date of the book 
are not known. It seems from the language of the 
work that it was produced sometime in 1léth or 
17th Century A. D. The songs which have been 
given in the book, by way of illustrations are 
from the works of ancient Oriya poems. At many 
places matters are also collected from the Geeta 
Govinda. This book aiso refers to the introduction 
.of Odissi dance, which is a typical dance style 
recognised and accepted in Orissa. 


There is no mention regarding the 72 systems 
of Karnatak music or any category of Hindusthanti 
music in any of the works referred to above. 
While writing out this essay, besides the help of 
the works referred to, I have also ‘taken the help 
of other notable works. 


While taking the discussion relating to 
music we have to deal with the analysis of its 
specific parts. Let us first of all take the language 
of music. 


LANGUAGE :—Generally language is created 
through four mediums viz. “Para”, “Pasyanti”, 
“Madhyama”’ “Baisari’’. Baisari is accepted to be 
an artistic style based on ‘Dhwant’. ‘Dhwani’ was 
only used in the shape of words in different 
kinds in relation to time, place and intonation. 
Gradually with the coming of the formation of 
society man employed “Swara and Laya’” to these 
words to give vent to his feelings of pleasute and 
pain. So came the creation of “Chhanda” which 
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takes a particular “Swara’’ or tune. The first poetry 
of the first poet. 


‘Ma Nisada Pratistha twamagama Sashwatisama, 
Jat Krauncha mithunadekamaleadhi Kamamohitam?” 


bears testimony to this. Chhanda and Swara joined 
hands to create music according to this process. 
Also the language and literature of Orissa have 
originated from poetry and not from prose. We 
have already many proofs at our hands to believe 
that the language of Oriya originated from 8th or 
9th century A. D. The script of “Boudhagana O 
Doha” obtained by Mahamahopadhyaya Hara 
Prasad Shastri is a collection of songs and most of 
the writers of these songs were Oriyas. From the 
writings of poets of this work like Bhusuku, Lui- 
pada, Kahnupada, Saparapada and Tarakapada and 
specially from the language and contents of poem 
no. 37 of this ‘Boudhagana O Doha’ it will be clear 
that the language of this book can be nothing but 
Oriya. The songs of the book Boudhagana O Doha 
have followed a definite Swara and Raga. The 
special feature of the Chhanda employed in the 
poems can also be easily marked. This introduction 
of Swara and Chhanda in the poems proves that 
the poems are meant to be sung in the process 
indicated for the purpose. The tuning of the songs 
can be called nothing but of Odissi style. Our anci- 
ent poets like Saraladas and Batchadas who are: 
rather regarded as the eazliest poets in our litera- 
ture are famous for writing poems either long or 
short. Juet us take for example the style of poet. 
Jegannathdas who is regarded as rather a poet of 
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the people. He has also written the entire work of 

Bhagabata in Nabakshyari Chhanda. This dates 

back to the 15th Century A D., the dates of Pratap- 
tudradev in Orissa. The few pieces of poetry 

which are found in our literature at about this 
time are written in pure Oriya language. These 

works are nearer to Sanskrit in respect of language. 
As there is a speciality in the language of these 

works, there is also mirked speciality in introduc- 
tion of tunes in them. As there is a great deal of 

difference in intonation between one language 

speaking community and another, so the difference 

in use of swara or tune is rather very common to 

occur. Therefore it is evident that music which 

is intended to carry the thought of the poet into 

the minds of the listners is bound to differ in 

expression from the various language speaking 

communities. 


‘The use of “Hasant’”’ in pronounciation in 
our language is rather very rare. For example 
“Bandai Hari, Deba Murari Laxmidebinkara Kanta.?” 
There is a definite accent on the pronunciation 
of the words at the end. The absence of “Hasant’”’ 
in other languages can be marked in plenty. For 
example: — 

Jagrahhei Koun Dhanurdbhar 
Jabki Bhubanvar Sothahei 
Bhogi Kusumaudha Jogishabankar 
Drustipathagat hotahei 
(Maithili Sarangupta) 

If all these lines are spoken in Oriya the 

tendering will be as follows: — 
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‘“Jagi Rahithae Keun DPhanurdhar 
Jetebele Sara Bhubane Sue 
Bhogi Kamadev Jogi Pari Kiba 
Drusthi Pathe Sate Pratita Hue”. 


Might be that the ideas in both the forms are the 
same but there can not be two opinions that 
there is a great deal of difference in respect of 
expression in both the render'ngs. The first is 
full of “Hasant” or broken sounds at the end of 
the words, where as in second, each word ends 
with a complete vowel sound. 


I may kindly be excused for the little digress- 
ion I have just made in discussing the character 
of language. 1 am afraid it might appear a little out 
of place as our main topic of discussion is music. 
But the relation of language to music can not be 
ignored and it is rather definite that the Orissan 
music. has a very close association with the (Ciriya 
language. Our music is rather our literature itself. 
Both are branches of the same art. We find that 
the term ‘Prabandha’ occurs in analysis of classical 
music, The composition of ‘Prabandha’ does not 
mean only one ‘Asthyee?’ and one ‘Antara’ in a 
song. Oriya songs are rather long and contain many 
stanzas, {Charan or Pada). 


The composition of Orissan Music is peculiar. 
Tt requires the use of many words for a composition 
which is intended to give ex pression to the thought 
of the writer, completely. This is quite in keeping 
with the nature of classical style. 
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The songs which we get in our literature 
after the 15th century are rather full of Sanskrit 
words. This can be easily seen from the songs used 
for illustrations in the books we have collected for 
writing out this essay, and which have been 
referred to more than once above. 


Iam just quoting herea few songs from 
among those for reference— 
Natya Manvurama — (Third Stanza)— 
Jay Jay Shankar kinkara Janama bivaba vanjana 
Jana Ranjan a Naba Sashikhanda Shikhanda 
Chandakar Sashadhar Banhibiloch in a re. 
Namadamaresha Kinita Manjumani Mankita 
Nakhachandra Bibho Bhaba Bhaba Sharana 
Bhute Bibhusita Krusna Das tti jayati a re. 


This clearly proves that it is written in 
Gowdistyle or ‘Bani’. The author of Manorama 
has referred to the introduction of words TIA, 
TA, ARE, in the Oriya songs and has described 
them as meaningless. To quote him:— 


“Tataha Tia iare a re Ityadivo Nirarthakah 
Tala geeta lalityarthan gayakei Prajujyante,” 
There is also reference regarding this in 
‘Sangita Saran!’ and in ‘Narayan.’ 


BHAIRAB-EKATALI 


Rajata‘ Brajasuta Sangata Jadubar Nilambar aha 
Nrutyatia 

Ugrasena Narapati a pile Jadupati Tata Mata 
Bandhanu mochati & 
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Sa Sa Sari Sani Dhapa Madha nimna 
Pamapadhanin € 
Mani Gani Pani a 
Dram Dram drim kit thom git nan git tena 
tena ten na na na te na ne 
(Poet Narayan Misra—Sangita Sarani) 


There is also a reference regarding the introduc- 
tion of a peculiar Tal called ‘Nala Kubera’ in Orissa. 
Let us now take an example from Natya Manorama. 
The third stanza may be conveniently reffered to. 
The introduction of tbe words ‘Boni and Bhojae 
hum’ clearly shows its relation to the North Indian 
Style. There is no trace of the Southern Injian 
Style in this song or in any other such song. We 
rather discover the influence of ‘Maithili’ and 
‘Brajaboli' in some of the later writings. Oriya 
songs influenced by the Karnatic style are on the 
other hand very rare and uncommon. 


The songs which are avaible to us from the 
15th till the 17th and 18th century do not show 
the influence of Karnatic style on them. No trace 
of the language used in K arnatic style is found in 
them. If the Orissan songs of those times would 
have been influenced by the Karnatic style, there 
would have been certainly occasions for us to 
discover some trace of the influence in them either 
in respect of language or in that of tune of the 
Karnatic style. if there is influence of a particular 
tune then generally the language of that particluar 
tune is also imbibed. Round atout the 18th 
century, the Poets and Musicians of Southern 
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Orissa have not been able to escape this influence. 
If we compare, on the one hand, the writings of 
Dina Krishna. Upendra, Kavi Surjya, Gours Hari, 
and Bonamali, with those of Gopal Krishna, Gouro 
Hari Porichcha. Hanuman and Govind Rai Guru. 
we can certainly notice the truth or otherwise of 
my statement. The difference is to be marked not 
only in respect of the language, but also in regard 
to the tunes which have been assigned to the 
respective poems. Inthe writings of the first 
category we find language simple, harmonious, 
musical while in the second we find ianguage 
rather more strong, different: from the common 
usage of Ori‘sa and rather a little protaic. We are 
of courre not bringing discussions relating to ‘itassa” 
and ‘Bhabo’ at this stage. There are also many 
more Oriya Poets other then Poets of repute 
referred tc above who have adopted this type of 
procedure in their writings: If the poems are sung 
to an impartial audience, they will certainly mark 
the differences. 


Many illustrations of this ty pe could be 
given. Such type of writing of Oriya poetry has 
been possible owing to the close relationship of 
South Orissa. with Andhra When for example, 
such contact has not been possible, a difference 
in the composition: of our music cuold be easily 
noticed. Therefore ‘it can be said that this was 
typical of that time in Orissa. The songs of the 
poets and - Musicians of South Orissa of the time 
will bear testimony to this ‘act. We might even 


Digitised by srujanika@gmail.com 


( 16 ) 


conveniently take for example Sangita Narayan. Sorani 
and Manorama (written by the great scholay under the 
patronage of the King of Kerala ) as our reference. 


In some of Oriya songs composed after the 17th 
century, we find introduction and inclusion of Hindi 
words. The introduction of words gradually attracts 
the mind to 2 particnlar tune and taste. This is very 


obvious. That is why as our language has no-thing in 
common with the language of South India, we can not 


have a similar affinitv in respect of the introduction of 
tunes. The Oriya language has close affinity with the 
language of Sanskrit, Hindi and Bengali, whereas there 
is no such affinity swith the language of South India. 
Jt can never be doubted that l]angi.age is the index of 
the difference in human nature. 


Bani :- We can now get along to the discussion of 
‘Bani’ after the above discnssion aerating to language 
‘Bani’ js a manner of expression of language Fer 
example, we notice a difference in the manner of 
production of songs of the same type by two different 
musicians. This is what js known as the difference jn 
singing; to the copnxenijence of a land. A reference 
regarding this can be made to ‘ Sangita Ratnakar” 
(Page 150). Later, this ‘Bani’ was diviced into 4 
categories and these categories were recognised as 
follows :- 

1. Khandaro 2. Noharo 3. Pagoro and 4 Colaroharo. 

Orissan music consists of the 3 processes neamely 
‘Slath’ ‘Madhya’ and ‘Dhrube? (tbe slow, middle antl 
quick) tempos in movement. But we invariable find the 
use of the s1 w and the middle tempo ijn practice This 
type of procediire js also found in Hindusthani. 

The practice of singinh Odissi song in an undro- 
ken tempo according to the ‘Suddho Bani’ ol ‘Gowdi' 
system, is a peculiar charcteristic feature of ours. In 
Odissa music we do not have detatched tunings or 
tunings in a very quick tempo at it found in other 
types of songs. This is also peculiar in respect of our 
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music. Here is a difference between our music and 
Karnatic music. The common and illiterate people of 


our land also sing Odissi songs in an unbroken tempo 
which is the characteristic feature of this music. It 


seems that this is & part of the inherent culture of 
Orissa. 

Khyudro Gita—The use of ‘Chitra pala’, Dhrobo 
pala’, ‘Panchali’ recognised according to the basic 
music science in our ‘Khyadro Gita als? : 3 testi- 
mony to the ancient nature and originality of Odissi 
music 


Our songs are also often composed according to 
‘Tal’, and do not depend on a particular ‘Raga’ or 
’Swara’. many compositions of our ‘Chanda poetry’ 
are of this category. In such compositions we can clea- 
riy mark the qualities of ‘Chitra pala’ Dhruba Pala 


and pancLali?.lt is however true that the ‘Brutto?’ or 
‘Rago? of our ‘Clibhanda’ poetry Las been invariably 
formed by a mixture of more than one ‘Swara’ types 
of one or more ‘Ragas?’ and this has heen clone to give 
oppertunity for a fuller expression of the ideas 
contained in the ‘Chanda’, An expressive composition 
of music is ordirarily not J. ssible without & 
comprehensive idea of the scieuce of music. Only 
musician or an expert in music will be able 
to know the particular tune which will 
give expression to the particular ‘Rasa?’ of a song 
Niwhere the notation ot the ‘Sware?’ (cune o-f the 
‘CLhhandas? has Lleen systematically or scientifically 
made, But nowhe.e canwe detect even tle slightest 
nfluence of the Karnatic strv'e in the songs which are 
traditionally or conventionally sung in the rural areas 
of Orista. The peculiar language and the typical tuning 
of these ‘ Odissi song. speak of the special features of 
our mutic and also show the pre:ence of ‘Adhruva’ 
‘panchali?’. This type of composition of music in Orissa 
is definitely typical and unique to our land. 


Digitised by srujanika@gmail.com 


( 18 ) 


Tiere is another category of song known as 
‘Choutisha’ in our literature. The anthor of Natya 
Mamnoraina has made a reference to this in his work, 
‘Panchali bahuvrihbi ;pade dwiwidhe sodrava adhruve’. 
There is alzo reference to this in ‘fSangita Saran?’ 
{ the approximate dates of which is between 1600 and 
1628 ), in the following lines: — 


‘Adhnuwe Sodhrnva chety dwividba saproki- 
shitha sodhruwa choutisha ithi utkala dese prosidhdhah. 
Dhrnwoba ghoshe ijithi prosidhdbah’. And again 
accoring tn the saying ‘Ango Bango Kolingo dhyaya 
deso bhashadi hetavoho’, the style adopted in the 
singing of Oriya songs is Oddissi by nature. There is 
no proof / or reascn to believe that this comes under 
Hindusthani or Karnatic music style, 


aya and Tala—In many places we tind a strange 
similarity between the ‘Raga?’ and “I'ala’ indicated in 
respect of the songs with those of Hindusthanj music. 
Manv of the ‘Ragas’ introdnced by poet gopal Krishna 
of South Orissa in his songs do not occur in the songs 
of the former poets like Kavi Surva and Banamali. The 
hook entitled ‘Sangit Sagara?’ which was published in 
the vear 1889, consists of many gongs by poets of 
Orissa. From the compositions of the songs it is gt.essed 
that some of the poets belonged tthe 15th or 16th 
century. The rest of the poems also are very old 
compositions. The ‘Raga’ and ‘Tala’ which have been 
indicated in respect of songs in the hook may be referred 
to. I am refering to a few of these heie. The Rang and 
Tala of some of the poems in the book are the same as 
those of Hindusthani music. For example: ‘Talas’ like 


Digitised by srujanika@gmail.com 


( 19 ) 


‘Khombas’, ‘Amonakalya’, Joipapuri Thedi’, Khomajo, 
Bahoro, Puri ( Puria }, and Kamodi, Ramakin, Potta- 
homanjori, Bhettyari, and Pillu may be taken. There 
are some other ‘Ragas’ specified in the poems of the 
adove work which are found in Hindusthani and Karna- 
tic style, as for example: the Saveri, Mukhari, Coffee 
Arovi, Malharo, Manji, Monjori, Kalyani, and Sarango, 
There are also a few others which are very typical and 
original of Odissi music, for example:— Mangala, 
MongalaDhanasri, Rasa Kadombo, and Kumondhs ete. 
Most of these seem to have satisfied the rules of basic 
Tndian science of Music. 


Guayona Kalu :—‘Specified time for singing songs) 
'T aare is sp3cific nensi )n vega ling the time for singing 
the sonzgiin the works on science of music collected 
from differont parts of Orissa. According to the 
Karnatic system, of music, any song of any ‘Raga’ can 
be song at any time. Thee is no specific rule relating 
to singing of a particnlar tune at a particular time. 
This is opposed to our system of music. In some of 
the compositions we also discover amther notable 
feature, some songs contain particular ideas which are 
be fitting to the time. (‘Ihe Odissi Raga and Tals in 
(Geeta (Gavinda by poet Jayadev and the specifications 
of the time of singing in its appendix, mav please he 
referred to). 


Tala :—'There is no mention of the nse of ‘Sapta 
Tal’ in any ot the works on the science of music which 
have been available to us. Only one ortwo of the 


writers of such works have mentioned cf ‘Sapta Tala’ 
like Jothi, Nissari, and Antoshali in respect of the old 
Odissi songs. Poems ‘Arothali’ ave much in practice 
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in different parts of Orirsa, These Talas do not find 
mention under the ‘Sapta Talas’. Some times we find 
mentions of ‘Natatala’ and ‘Desatala. There is olso 
& reference to the clasical ‘‘Kudukatala” in ‘“‘Sangita 
Sarani” and ‘“‘Narayana”, We know from this refe- 
rence that the clasical ‘Kud-kotala was known as 
‘Sariman’ in Orissa. The following may be referred:-- 
“Dhruto dwonda, Laghu dwanda, Kaddukabha, pori 
kisshithaha. Ayomabo Sorimand ithi, Utkal bhasha 
yam prosid-hdhah”. This is also indicated as a ‘Podi- 
tala’ in Narayana. The songs included in the illustra- 
tions of this ‘Tala’ are rather attractive. From the 
composition of the songs, we can trace an jnflnence of 
of Moithili language in the songs comp3sed cluring 
this period. 


To quote ‘Sangita Sarani’ :— ( Udgrahba ) 

“Sokkalo blmbano gotho bhayo chayo bhonjano 
dinajana palanakari. Sarba sukho dayoka Uyechuia 
appradha Mori. 

Soranagatha jona rakbyana dokhina Tuhant 
ekajogato murari”. 

Here we fin‘! the use of Uypechuta, Mori, and 
T/ruhari. Bat nowhere we can find the nse of anv word 
peculiar to Karnaticmusic. 

We have likewise many typical ‘Tals’, jn Orissa 
such es:—‘Jhula’, ‘Khemota’, ‘Sarimana’, ‘pehapat? 
‘Adotalo’ etc. And we also find names of ‘Tal’ ]ike 
‘Adakhemata’, ‘Jolado’, ‘Tetola’ etc, in ancient compo- 
sitions of ours. There are aslo in tame of the old gongs, 
mention of ‘Tals’ like ‘Jathi’ ‘Kuduka’ and ‘Missari’ 
Much before the influence of south Indian music in 
Southern Part of Orissa, ‘Upendra Bhanja’ thec elebra- 
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ted poet of our literature wrote regarding the usage of 
‘Tal’ in his famous work ‘Koti Brahmanda Sundari’. 
To quote a few releveant portion from the said work:— 

“Sekikailasn talare prokass adi joti manamohs je. 

Shodhini seri siddha mathalingangyano jhampa- 
rupa kahin je. Triputa, Ekatali. Jukta kahin je. 

Sarimana adosiklo bochnpare gouri prokato 
kohin je. 

Bidbita sinha nandana puni nala kubara bilasa 
ichchi je. 

Nandi promukhore sloka hikhyatore laghn guru 
npnjichi je. 


Trimitra drutore birama achehi je. 


Nava praya poncha sasta asta kala chandra bimba 
prokasichi je. 


There is no mention of ‘Misra Cnapu?’ nsed by 
poet Gopal Krishna in this book. Tt seems that ‘Misra 
Chapu?’ has been borrowed from Karnatic music. In 
latea times such introductions are marked in our pnems. 
But most of this bas ocenred owing t~ the ditferences 
jn the singing and composing ‘sworo? Notation) of the 
poems. ‘Hordalo’ is used as the accompanying musical 
instrament ijn onr songs, ‘Narayana’ eptly de-cribes;— 

“ Anandlhie mordalo sresthatha” ‘Mrudanga, ordina- 
mly means ‘Kholo?’ the musical instument used as acco- 
mpeniment to ‘Kirtens?. 


The ‘Mordal’ accompaniment of Odissi music does 
not follow-«*Chhanda’. It efollows ‘Laya’ and ‘Tala’ 
In Hindusthani music also we find this procedure. The 
skilled players of instrument in the Odissi and -Hindu- 
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sthani music occassionally play on the accompaniment 
according to the ‘Chhando’ of the songs. But it is not 
the basic principle of playing instruments in both these 
systems of music. On the other hand the ‘Mrudangam’ 
player in Karnatic music follows the ‘Chando’ of the 
song. The Odissi ‘Mordal’ is usel in two different 
kinds. Some name it as ‘Pukhouj’ anil some as 
‘Mardal’. In ‘Avinya Chandrika’ the name ‘Pakhobaj’ 
is nsed for ‘Pakhoj’.. Pakhoj means ‘Pukhabaj’ or 
‘Parswabaj]’ or the instrument which is played on by 
the ‘Parswea’ (side). Ordinarily, on the left side of the 
‘Pukhobaj’ there is ‘Khorali’ but in our country we 
give ‘Chuda’ get better sound from the instrument, 
Even now, we find tbe use of ‘Pakhoj’ in Orissa to a 
great extent. The people of Khurda and Puri side even 
now a days give ‘Xhorali’ or ‘Kirana’ in ‘Pukhoj’ for 
the production of better volume and gound. This type 
of ‘Pakhoj’ is known as ‘Megha pakhoj’ The ‘paklioj’ 
which takes ‘Kirano ou both the sides is known as 
‘Mardalo,. The difficulty of giving ‘Chuda’ as in the 


case of the former does not arise in regard to this 
instrument and so this is in greater use in different 


parts of Orissa the:e days. It is quite natural that the 
use of ‘Mrudanga’ has come with the introduction of 
Kirtan’ music in Orissa. this ‘Murdanga’ is an instrumen 
made of mud. In ‘Narayana’ there is a reference to this 
inst-rumert in the following lines :- 


‘Miuttika Nirmith sweiba mrudangaha porikirthi- 
tbaha., The accompanying insintrument Kearnatic 
music is known as ‘Mrudangam’. But this is made of 
wood. Theaccompanying string instrument which is 
used mainly in South India is ‘Vina’. As the Karnetic 
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is music ismostly sung to the tune abd accompaniment 
of ,Vina it produces a musical note quite different than 
that of the odissi music. 


The author of Sangita ‘Saranni’ has described in 
details regarding the making and use of such instruments. 
While dealing with the making of ‘Vina’ and its use, he 
says :- ‘jotha ragam, jotha swaram ithyanino clakhinatyo 
sarimelonam yat koladi nissari melanam zsastro siccham, 
Nathu Guru parampara siphdbhamithi phalitham. ““‘T'he 
words ‘Sari’ means a think sheet made of iron or brass; 
‘Nissari’ means absence of ‘Sari’ or such sheet. This 
sheetless Vina danda is ‘Tambura’ or known as, 
“Thanpura’ during modern times. This is also an accom 
paniment of Odissi music. 


The author of ‘Sangita Nerayana?’ while describing 
the making of this instrument ‘Vina’ says :— 

‘The process of making -this instrument can be 
learnt from the experts of South’. From this it is known 
that, at that time the use of ‘Vina’ was not much in 
practice in that area, The influence of Andhra proba- 
bly did not reach the Southern end of Orissa at the time 
when this book was written, or probably the use of 
South Indian ‘Vina’ was not popular in Orissa at that 
time This also bears evidence to the fact that formerly 
Orissa had & special branch of music. Many ancient poe- 
ts have referred to the use 01 different kinds of instru- 
ments in Orissa in their works. ‘There is one poem by 
‘Dokhinarai’ in the first volume of ‘Sangita Sagara’, 
In this he has mentioned the names of different instru- 
ments in Orissa. The names of the instruments like 
‘Behela’, ‘Ginni’, ‘Pakhouj’, ‘Sitar’, Mardalo’, ond 
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‘Sarangee’ have got mention there. The name of ‘Vina, 
as a musical instrument does not appear in the list. 


LOKO GITA. ( Folk Music. ) :=— 


Let us now take the discussion regarding the 
‘Toko Gita’ ( Folk music ) of Orissa. The ‘loko-Gita’ 
does not follow the principles of ‘Rago’ and ‘Talo? of 
classical music. It is spontaneous free and independent 
in its movement. But. the ‘Loko—Gitea’ or folk music 
is not absolutely free from a matrical system. We find 
the use of this ‘Loko Gita’ or Folk music’ since long in 
Orissa. In our ‘Loko—gita’ we very hardly notice a 
quick tempo. Even in the songs of our ‘farmer’ ‘the 
bullock cartman’, ‘the Boatman boy’, we notice the 
usual slow tempo of our Folk music. The ancient poems 
like the ‘Phullo Bouli ven?’ ,‘Jaiphullo’, and‘ Dhumpogito 
in our literature areof this kind From this, we can easily 
know the trend of the earliest music and the special 
feature of its expression. These are really the primi- 
tive forms of our music which shows a great deal of 
originality. 


NRUTYA: ( Dance ) += « 


‘Nrutya’ or dance seems to have followed ‘Gita’ 
(song) and ‘Badya’ (accompanying instrument). The 
statues erected in the body of our temples speak of the 
special features of our odissi dance style. I have written 
a pamplet in Epglish on Odissi dance. It has ‘been 
published by the ‘Dance Drama and music Accademy’ 
of the state. I am glad to note that it has drawn the 
attention of the readers of different parts of India and 
many articles written on this have been published in 
different magazines of Indias. The artists snd Head of 
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such institutions in places like Delhi have already 
accepted the special features of our Odissi dance type. 


Besides the ‘Devodasi Dance’ which is typieal 
Odissi, the “Gotipua’ Dance has also kept up a faint 
tradition of our Odigsi dance. Owing to the absence of 
patronage or assistance and learning or culture, people 
conducting such type of Dances have not been able to 
keep up the originality of the Odissi dance style We 
therefore sometimes find the influence of other dance 
styles on our odissi Dance. It is a pleasure to note that 
gradually a tendency is growing in us to maintain the 
old tradition of ours. Thanks to the persistent endeavour 
of those who are trying to revive the origimality and 
speciality of our Odissi Dance style. 


Difference in the style can be easily marked 
between the dance of ‘Gotipua’ and the ‘Sokhi’ dance 
(prevelant in South OrissaJ. We can easily notice the 
difference from the very begining of the dance perfor- 
mance in respect of both the dances. The standing-pause 
of the Dancer in Odissi Dance is different from that of 
the other Dance referred to. 


While admitting the originality of the Odissi 
Dance, style, we also accept the special features of the 
style. Iam afraid I have hardly any opportunity 
to attempt a long discussion regarding Odssi Dance 
here. I am just making some reference which will be 
useful for our purpose. There is a great de alof specia- 
lity in ‘Chahan?’, ‘Bhong?, ‘Goti’ and ‘Sangoti’ of the 
Odissi Dance. This dance is composed aocording to 
the rules of the classical style and is rather quite befea- 
ting to the nature and taste of the Oryias. 
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A difference in the mode of singing Odissi music 
among different musicians is now noticed. Those who 
are trained according to the Karnatic system naturally 
mix up a little of Karnatic in the Odissi song. Such 
type of music can be noticed in some parts of South 
Orissa. The musicians of Sambalpur, Cuttack, Puri 
and Balasore have kept up the originality and tradi- 
tion of our music to a great extent. Besides we can 
also notice the use and influence of Odissi music in 
most of the parts of Orissa today. 


In some cases owing to the similiarity of ‘Rago? 
and ‘Talo’ between the Odissi and other systems of 
music, some may attribute Odissi music as a branch of 
the other systems, But this argument has not base at 
all. The classical nature of tune cannot be attributed 
to one particular class or one individual only, It is 
not fair to deduce that the Odissi music is a branch of 
another system without considering the composition 
and expression of the Odissi songs. It is natural that 
Odissi music might appear differently according to the 
varying nature and taste in the musicians and the 
listeners. 


The established musicians can compose different 
types or tune for the same song by maintaining ‘Aroha’ 
and ‘Abaroha’ (ascend and descend) of one ‘Rago’ and 
‘Swnre’., This mary appear different to different ]je<- 
teners. And again the expression of the ‘Raga’ may 
lie different according to the sconvention or taste of a 
particular land. Kiven a desciple of Hindusthani music 
can twist the tuning of a song composed after Karnatic 
style by uwmaintaining the ‘Tala’ and Lava’ A 
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Hindusthani song also can be sung by a Karnatic 
musician in the same manner. But Hindusthani music 
can never he called Kearnatic and Karnatic as 
Hindusthani. 


Most of the songs which are now introduced in 
the screen plays are tuned after the Western music. 
‘Chis technique is otten adopted to meet the taste of the 
auuience. But this does not mean that Indian music 
can be called western music. Even if the music of & 
particular land is influenced by another system of music, 
it cannot be changed if it can maintain the original 
character, and its potentiality. Therefore, Odissi music 
might be influenced by any other system, but it connot 
be called to be a branch of that system at all, 


‘I'he shape of music has no limits, many desciples 
taking training in respect of one trend of music under 
one GURU ( Master ) cannot be sure of producing it in 
the same manner. There is an apprehension that while 
singing the song each might mix up some thing from 
bis own, originality. In this case, it will not be fair to 
abuse the sanctitv of the system of music learnt by the 
desciple. 


It is therefore not fair to say that Odissi belongs 
to another category of music. Wo have already seen 
evidence which are enough to establish the originality 
of Odissi style ~£f music. The arguments advanced bry me 
for proving the original character of Odissi muse should 
not be regarded in a provincial attitude. I have rather 
tried to bring forward whatever is based on reasons and 
ruth. 
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The Odissi music has not originated from the 
modern Hindusthani or Karnatic style. It is born of 
itself and has to its credit satisfied the canons of the 
classical Indian music. Even if we analyse the use of 
Odijessi music, from historical stand point of view, we 
should agree that Odissi music is older than the other 
two branches of music referredoto above and is quite 
original and independent in its character, 


We are sorry to see that Odissi music has not got 
its proper place today and this has happened owing 
to the absence of a strong enterprise and thirst for 
maintaining the prestaige of the same. The works which 
would speak of the originality and sanctity of this 
music are yet unpublished; It is necessary that they 
should be collected and published at the earliest 
opportunity. We should not merely take a plea to 
propagate this music. We require at the first instance 
trained Crupus (Masters) in this music. Now the time 
has come when we are all concerned in discovering the 
g'ory of onr past. We should take advantage of this 
golden opportunity which is available to us now. If we 
Jose this valuable moment, I em afraid, the Odissi music 
will completely lose its existence. I would earnestly 
appeal to every Oriya for giving the best of his aid for 
up-keeping and reviving the old traditions f our 
mnsic, 


Our sincere efforts and thoughts will not go 
unrewardled. Let Lord JAGANNATH give His 
BLESSINGS to us. Jt is the only desire of mine. 


THE END. 
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